Violence, in films, is often generated by an 'immunizing' logic, which according to Roberto Esposito, is typical of contemporary societies. Esposito says that the immunizing logic can be seen in State institution, laws, territorial organization or ethnic communities identified by a common element (language, religion, culture). 
be translated as something that is successful -pegou 1 -and as an expression of total control over a situation. The film is praised, on the cover, for its purported 'realism' in the depiction of Brazilian police and for a supposed 'fair' treatment of 'reality', as the cover announces that it treats "bandits like bandits" and denounces drug users as "partners" with drug dealers. This kind of critical reception calls attention to the closeknit association between box-office success and the rendition of a 'true' -and moralistic -view of the social malaises in contemporary Brazil.
Fairly recent films like Cidade de Deus/City of God (Fernando Meirelles, 2002) Carandiru ( Incorporating documental images and amateur records, making use of 'wilder' aesthetic codes -once a mark of modern cinema -as a new convention, reenacting given nonfictional events and often using high technological sophistication bestowed by digital technologies of recording and editing images and sounds in order to promote productions marked by a feel of improvisation, 'urgency', formal 'poverty' and 'amateurism', often simulating a spectacle that simulates its nonstaging. This problematic is addressed by a number of Brazilian scholars. Lúcia Nagib, for instance, in her recent A Utopia no Cinema Brasileiro/ Utopia in Brazilian Cinema, explores O Invasor saying that although it is a work of fiction, it can "reveal" more than the document through critical analysis. In her discussion Nagib defends that Marina's character is, perhaps, the film's main revelation as a symptom of late capitalism (p.
177). The trope of the revelation is textually present. And although Nagib's study of the fate of Utopia in Brazilian cinema questions the way contemporary films deal with 1 In Portuguese the verb pegar, informally, refers to something that becomes popular, for example a catchy tune ("Aquela música pegou", meaning 'that song became popular, everyone is singing it'). On the other hand, it also makes reference to a sudden assault, as in "a polícia pegou geral", that is, 'the police struck down". 2 In the original: Incorporando imagens documentais e registros amadores, fazendo dos códigos estéticos mais 'selvagens', que um dia foram a marca de um cinema moderno, uma nova convenção, reencenando acontecimentos não-ficcionais já dados previamente e se utilizando, muitas vezes, da alta sofisticação tecnológica, oferecidas pelas tecnologias digitais de captação e finalização de imagens e sons, para promover produções marcadas por uma impressão de improviso, de 'urgência', de 'precariedade' formal In dialogue with audiovisual forms such as Hollywood genre film and exploitive TV news programs, much of the recent productions has approached urban spaces through an allegedly 'realist' standpoint and were saluted as a 'rediscovery' of Brazilian society through which filmmakers exposed their 'critical social awareness'. The use of the expressions "reality" and "reveal" is pervasive when referring to the approach described here, indicating a belief in the possibility of a true 'revelation' 4 , of an objective expression of the world. Interestingly, in these circulating discourses about Brazilian films, the constructed 'reality' of the film is taken as 'reality' itself. We can refer to Fatima Toledo's collaboration in the preparation of actors for Cidade de Deus, Cidade Baixa, Tropa de Elite, among other contemporary films. In an interview entitled "Como não Ser Ator"/How not to be an actor to monthly Piauí magazine, Toledo defends that actors should not prepare for their roles according to Stanislavski's "What if…", which is based on the "possibility of not being" (54).6 5 She does not deny it that actors can "not be", but she argues that "being immediately awakens the sensorial.
It's real! It's like in life!" (54) 6 For Toledo, people are becoming desensitized and the expression "What if…" serves as a sort of security device that prevents people from acting. This search for the 'real' is also present in her directorial debut and which, according to the Piauí article, is provisionally entitled Sobre a Verdade (On Truth).
Commonsense has it that representations of violence lead to moral indignation, to the valuing of the images as good or bad for its content, to the fate of the image as a 'correction' of the world; these are images of violence. The images of violence have an important political overtone, I want to argue, because they aim at conducting our bodies through preestablished, determined reactions. That means that the social and moral 'denouncement' that tinges the films expresses a will to 'correct' the world, set it back to its 'proper' reality (always a 'slice' of the real, as argued above). Images become a piece of information, a "word of order", in Gilles Delueze's formula, a tool to construct reactions, to control de bodies, to police the spectator. What is at stake here is how we can conceive of images that are convoluted, in flux, in transit. The prefix trans-brings about the promise of passage, the debunking of essentialist positions, the possibility of becoming. In order to become other, these images cannot be stopped by the rhetoric of immunization. Here, a series of contemporary Brazilian films (I can cite
Cidade de Deus, Carandiru, Cidade Baixa and Tropa de Elite as paradigms) can be thought as instances of control over this flux. Their images are immobilized through discourses of Naturalistic mimeticism, a "correction of the world", as I indicated above.
Eventually, these films immunize as us against the force of the image. We are placated by denunciation and moral indignation.
When we map out the contemporary cinematographic production in Brazil we are able to see a profusion of films, either fictional or documentary, where violence is set in the city. In a sense, this production creates a false idea of causality: it is the city that generates the violence represented on the screen. The city becomes an exemplary camp, concentrating vices, miseries and failures. Zuenir Ventura's book Cidade Partida gives a literary example of how the 'fracture' can be seen. The book's theme is the division of the city of Rio de Janeiro into two parts: the welcoming touristic attraction and the hidden city of poor inhabitants, violence and drug trafficking. Ventura proposes that although rich and poor share a same urban milieu, they live as if it were two distinct cities.
Ventura's perception replicates theses put forward by the Social Sciences for 30 years or so. What the notion of the divided city fails to perceive is the flux between the poles, with micro interaction that go from the dissemination of funk music -originally associated with the favelas -into middle and upper-classes and the parodic appropriation of the brand Daslu -a high society store -by an organization of prostitutes who launched the brand Daspu, with its ironic resonance of the expression "das putas", i.e., "whores'". Nevertheless, the notion of a broken city still pervades Brazilian films, mainly in their depiction of urban spaces like the favela. The chasm between rich and poor, as described by Ventura, is reproduced in films, with the same inflection of insuperable separation. In this sense, both Ventura's book and contemporary Brazilain movies seem to be preserving some of the Naturalistic impulse that marked Brazilian literature in the second half of the 19th century.
In the novel O Cortiço/The Tenement (1890), for example, Aluísio de Azevedo creates 'a portrait' of Rio de Janeiro under strong urban changes:
That, by the way, did not prevent the small houses from emerging, one after the other, and soon being filled, spreading everywhere, from the shop to the hill, and then turning to Miranda's corner and advancing over his yard, which seemed threatened by that snake made of stone and whitewash.
[…] And in that muddy and steamy land, in that hot and slimy humidity, there started to crawl, to simmer, to grow, a world, a living thing, a generation that seemed to sprout spontaneously, right there, from that slough, and multiply like maggots in manure. Such continuity, I would like to argue, can also be extended to a part of the production in contemporary Brazilian cinema. We can see a metaphor of this search for 'objectivity and truth' in a shot from Amarelo Manga, when the butcher played by
Chico Diaz enters the decadent hotel carrying a huge piece of meat on his back. Here, the use of wide-angle lens extends the limits of the frame, including more information on the screen. A desire to show all, to see everything. Babenco's Carandiru is, to a certain extent, also a film about hearing and looking at, a film about who is allowed to hear and look, and who can be subjected to the gaze and hearing. It transforms the prison into a thin glass plate under the microscope. Actually, the film insists in framing things and people with a proliferation of small windows, grids, hatches, doors, gates.
These little openings suggest both isolation from the prisoners and a desire to look, a
will to know what they are like, mingling voyeuristic and controlling impulses with the caution against contagion.
In many cases, filmmakers would be legitimized by the 'delegation' of the subaltern's voice present in the films. Director Tata Amaral reveals the anxiety of reaching the 'truth' and the 'reality' of the characters in her film Antônia, in a text revealingly named "Em Busca do Naturalismo no Cinema"/In Search of Naturalism in the Cinema:
7 O que aliás não impediu que as casinhas continuassem a surgir, uma após outra, e fossem logo se enchendo, a estenderem-se unidas por ali a fora, desde a venda até quase ao morro, e depois dobrassem para o lado do Miranda e avançassem sobre o quintal deste, que parecia ameaçado por aquela serpente de pedra e cal. (...) E naquela terra encharcada e fumegante, naquela umidade quente e lodosa, começou a minhocar, a esfervilhar, a crescer, um mundo, uma coisa viva, uma geração, que parecia brotar espontânea, ali mesmo, daquele lameiro, e multiplicar-se como larvas no esterco. The choice of words is telling: when Amaral says "we imagined" (my emphasis), one can read the pronoun as a reference to a) the film crew and the director; b) filmmakers as a group from which Amaral is part; and c) the film's audience. We 'imagine', but it is more important to see what the "situations and emotions" are 'really' like. The access to this 'reality' is granted by the delegation of voice: because the stories are not mediated by the director/screenwriter, but are told by the actors themselves. The director seems to want to be the invisible medium through which these voices speak. Moreover, the will to 'peep' into ("dar uma espiada") the characters' lives indicates a desire to observe at a distance, because 'we' may not want to get too close, too familiar with these lives. Amaral, here, describes the impetus to film the nation as it is: like nation, like film.
In the chapter entitled "Do Naturalismo ao Realismo Crítico"/From Naturalism to In filmic narratives since the 1990's, poverty and violence are consumed as 'typical' or 'natural' constituents: in such view there is nothing one can do about them.
Ivana Bentes argues that these films "rarely present 'explanations' for any context, they do not intend to judge, perplex narratives, and pose as 'mirror' and 'cognizance' of a state of things" 10 (249). The impulse towards 'reality', through artistic discourse, A good example is that of a cat's behavior while playing with a ball of yarn. The instincts that would otherwise be employed in hunting a mouse, for example, are spent in a 'meaningless' task: hunting a ball of yarn. The play, then, "becomes a pure means, that is, a praxis that, while firmly maintaining its nature as a means, is emancipated from its relationship with an end; it has joyously forgotten its goal and can now show itself as such, as a means without an end" (86). Like the cat has found a new use for the ball of yarn, we must also think of new uses for violence that could defy its entrapment in some end. In this sense, 'profane' violence would be characteristic of the violent image, the image that plays with violence without being caught in a functionalist logic. Images of violence and violent images are, thus, two possible ways to approach films. The challenge is to structure a critical strategy for contemporary Brazilian films that could go through the mimetic impulses of the images of violence, to find in the violent images the openness that could propose ways of distributing the sensible other than those based on resentment and negativity. This potential would lie in the film's capacity to defy the limitations of the intellect, drawing us not to a chain of action and reaction, but to a zone of indeterminacy between perception and action, one that leaves us with no straight forward 'response' to the images.
In this perspective, the body no longer reassures reality, identities or self -on the contrary, it is exposed to variations, fluxes and mutations. This much more
complex understanding of what a body can do surpasses the widespread simplification that 'the body thinks'. What this platitude fails to perceive is that the variations and intensities that traverse the body force us to think about something that, from its origins, belongs to the sphere of the unthinkable.
Images of violence, thus, represent an impediment to theses fluxes. They are paralyzed by their function as comments about reality. They 'immunize' us against the uncertainties, ambiguities and contaminations that can be found in violent images.
Immunization is what happens when spectators are sheltered under the images of violence and their reference to a normal/t/ize 'real'.
For Italian philosopher Roberto Esposito, immunity has a double meaning: it imports the exemption of an obligation and a privilege. One is immune as long as s/he is exempt from an obligation other people have. The munus (obligation, debt, work) is a comparative concept, because it involves the others. So much so that Esposito will defend the notion that the counterpart for immunitas is not the absence of munus, but the community of those who have it (Immunitas 15). The munus has important political connotations, as it signifies an obligation to the other.
The contiguous relationship between communitas and immunitas means that the latter is not a simple negation of the former, a protection from what is external, but it is inscribed in the horizon of the common munus. Immunity, then, is a dispensation of the reciprocal gift-giving, creating a sphere of what is 'proper', individual, against the communal. This exoneration is necessary for the very existence of community -in a sense, community has to protect itself from an excess of munus. What follows is that community puts itself in danger by introjecting immunity in its core, much similarly to the working of vaccines: the inoculation of a small dosage of a dangerous element in order to prevent the development of a disease.
According to Esposito, we have, on the one hand, an institutional apparatus of juridical forms, which springs from the State, and, on the other, territorial organizations, ethnic communities, identified by a common element, be it territory, language, religion or culture. These groups, defined in territorial or cultural terms, tend to shut off, immunizing against exterior elements. In spite of the fact that this destructive dialectics between 'I' and 'Other' still determines the sociopolitical dynamics around the world, subjectivity is all about flux, a fact that modern society tried to erase. The idea of the 'foreign' takes on a connotation of social, symbolic, medical danger, risk, ensuing the immunological perception of the 'other' as contagion, contamination. The other as infection, a (self)destructive perception. Esposito argues that the immunitarian system is both an offensive and a defensive dispositive against what cannot be recognized as 'one's own'. This dispositive, when taken to its limits, tends to revert against what it was defending, as an 'auto-immune' disease, determining the implosion of the whole organism (29).
But we can also find an affirmative stance through the lens of immunity, in the light of Roberto Esposito's elaboration of a positive immunity in the relationship between mother and fetus. This relationship is the proof that immunity does not inevitably deteriorate into a suicidal auto-immunity crises. In Immunitas, Esposito discusses the imperative of security that overwhelms contemporary social systems and the process by which risk and protection reinforce each other. Esposito explains:
The negative protection of life, strengthened so much that it is reversed into its own opposite, will wind up destroying not only the enemy outside it but also its own body. The violence of interiorization -the abrogation of the outside, of the negative could be reversed into an absolute exteriorization, in a complete negativity. Erratic time and space are reinforced by the fact that director Ruy Guerra opted to pulverize the imaginary city in Estorvo by filming in three different countries: Brazil (Rio de Janeiro), Cuba (Havana) and Portugal (Lisbon). The protagonist's wandering in these nameless spaces destroys the possibility of reconstructing both the geography and the history of the cities; here, the expression to err has a double meaning: the perambulation through unidentified streets also connotes being equivocated in relation to the spaces one circulates in; it means being lost, confounding spaces. It is only symptomatic that during the sequence in which the protagonist meets his sister for breakfast, she shows him pictures of unidentified places, which look interchangeable.
His gaze gets lost in those places, so that there is no reason to look for meaning: his is a gesture of refusal to decide whether those are real places, actual representations. As spectator we are also driven to err(or) -our gaze also becomes convulsive.
Furthermore, the character's deambulatory walk links very diverse spaces: decadent deteriorated building, modern shopping malls, mansions, abandoned farmsteads. This shifting of spaces resounds on other 'displacements', as, for example, in the film's linguistic politics. Jorge Perugorría, the lead Cuban actor, speaks
Portuguese with a strong Spanish accent and talks to other characters in both Spanish and Portuguese. Moreover, Ruy Guerra's voice over narration is marked by an undisguiseable Mozambican accent. The 'natural' convention that identifies territory with language is, thus, contested, for the expression in the different linguistic forms happens independently of the places where they are presented.
As a schizophrenic stroller, the main character in Estorvo opposes the rationality and utilitarianism of contemporary life, where acts must be justified according to their pertinence to social order. His is not, however, a flâneur. The flâneur tries, to a certain extent, to tame the frenzied rhythm of the historical moment he lived in. His slow strolls across the city, aiming at apprehending the city and its types, contrasted with the hubbub of metropolitan life. Contrary to the flâneur, however, in Estorvo we have a hiker whose walk is convulsive, because of his persecutory delirium. His total immersion in the fragmented space differs from the flâneur's detachment and epistemological confidence. Also, the use of closer framing and erratic camera movement (which follows the character's eye line) and the small number of longer framings prevent the spectator from apprehending the space more thoroughly. The image created, thus, puts us in an uncomfortable position: like the protagonist, we see, but we cannot fully map out what we are seeing.
Naming spaces so that they can be recognized in our fantasy has been a dominant strategy in spatial representation, which can be considered coherent with the efforts to delineate the 'national' as a counterpoint to the 'foreign'. But in Guerra's film what we have is a violent, debased universe that puts together the 'Third' (Cuba and Brazil) and the 'First' (Portugal) worlds. The film destabilizes the notions of 'belonging' to a nation.
Estorvo, thus, makes use of a series of violent images that call for interpretations that go beyond the current hegemonic terms employed in the discussion of violence in Brazilian films. The constant reference to an alegorical national identity, the reference to a divided urban space that stands for the chasm between rich and poor, the understanding of violence on the screen as a reflection, or the cause, of violence in 'real' life are all reductions of the political potential of violent images. The potential to contaminate us.
Cinema is the place where we can (re)imag(in)e violence in its destructive and constructive impulses. It is a safe place for these experiments. I never got hurt from watching violent films where people were dismembered. Not 'physically' hurt, that is.
In my imagination I was often sad for a world where people had to die. Sad, I now risk a hypothesis, because those images where like aborted infants or rejected transplanted organs. Narrative closure and common sense logic produced their antibodies, so that they would not be attacked by the very violence that inhabited them.
